The Original Dixieland Jazz Band 's visit in 1919-20 
It is an extremely significant but often neglected fact that another group of American musicians, Will Marion Cook's Southern Syncopated Orchestra, also came to Britain in

Remarkably, extensive comparisons of the respective performances and reception of the ODJB and the SSO have not been made in the available literature on jazz. Examination of the situation of one white and one black group of American musicians performing contemporaneously in London is extremely informative, as it evidences the continuing influence of the antecedents of jazz and the importance of both groups in shaping perceptions of jazz in Britain.
The established view of the history of jazz in Britain is that it began in 1919 with the arrival of the Original Dixieland Jazz Band from America. 1 The inherent nature of popular music dictates that certain personalities, groups and events, such as the visit of the ODJB, can achieve iconic status and exaggerated importance over time. There is then a clear tendency for narrative histories, so common in the field of popular music, to be written around these lynchpins thus perpetuating the myths still further. It is significant that writing on popular music is often undertaken by well-meaning fans and enthusiasts who may have particular agendas and loyalties and do not always bring an 2 objective and rigorous approach to their research. This can result in publications lacking in sufficient historical, social and cultural perspective. Indeed, many of the existing publications on jazz in Britain tend to isolate the subject both from other forms of popular music and from the nature of the society into which it was received, and present a chronological documentation of the presence of jazz with little consideration as to why the music evolved and developed as it did.
Although the ODJB's visit is undoubtedly important, this study will draw on a variety of primary source material to show that the premise that jazz began in Britain in that year is an over-simplification. Examination of newspapers and magazines shows that the word 'jazz' was in general use in Britain before 1919, and sheet music of jazz compositions, including those of the Original Dixieland Jazz Band, had been published in Britain since at least 1917 and was widely available. 2 This essay will show that jazz had developed a clear and consistent image that was widely disseminated in Britain before jazz bands became commonplace. Significantly, to examine jazz in Britain beginning in 1919 also fails to take into account the cultural and musical antecedents of the genre, including the complex evolutionary pattern of events in the history of black American music in Britain. In particular, the banjo was an instrument that had a continuous presence in popular music in the nineteenth and early twentieth centuries and played a crucial role in both the actual musical and perceived symbolic evolution of black American music in Britain. This essay will seek to place the ODJB's visit into context, considering the encounters and reactions of the British public to earlier forms of American syncopated music, which fundamentally influenced the way in which jazz itself was perceived and received. Furthermore, it is an extremely significant but often neglected fact that another group of American musicians, Will Marion Cook's Southern Syncopated Orchestra, also visited Britain in 1919. Remarkably, extensive comparisons of the respective performances and reception of the ODJB and the SSO have not been made in the available literature on jazz, although to examine the situation of one white and one black group of American musicians performing 3 contemporaneously in London is extremely informative and vital to any consideration of the subsequent development of the genre in Britain.
Cultural and musical antecedents of jazz in Britain
Music hall and minstrelsy
Contemporary writers on the Victorian music hall have not always made explicit the links between this flourishing tradition and the large numbers of visiting black American performers in Britain in the nineteenth century, ranging from complete minstrel troupes of sixty or more entertainers who performed at similar venues, to individual performers who took their place on the music hall bills alongside native artists. Although the music performed by these black musicians was not necessarily related musically to jazz, the importance of their performances as antecedents to jazz as an American music and as a significant part of popular culture in Britain cannot be over-estimated.
Negroes had been subjects of artistic and literary caricature since the 18 th century (Walvin 1973, p. 159), and contemporaneously, plays were beginning to use slave life as a subject. Thus, 'the stereotype of a happy, carefree slave, dancing and strumming on the old plantation was known to English audiences well before 1800' (Epstein 1975, p. 347). British audiences became fascinated with the Negro character and culture and black minstrels developed great novelty value as entertainers. The movement for the abolishment of slavery had become extremely strong in Britain in the middle of the nineteenth century, particularly amongst the upper classes, and this meant that there was generally considerable sympathy for black performers, particularly groups such as Britain via the established national chains of entertainment venues was to have a long lasting effect on the perception of black performers, including jazz musicians, in subsequent years. Although this led to racial degradation in some instances, this was most often due to ignorance rather than maliciousness, and black performers continued to be regarded with fascination by British audiences in the early twentieth century.
It was through nineteenth century minstrelsy that strong links between British theatrical promoters and American performers were established which laid a firm foundation for subsequent visits in the twentieth century, and thus helped to pave the way for the presentation of jazz in Britain. In the late nineteenth and early twentieth centuries, most
American musicians and musical trends were brought to Britain through these preexistent theatrical channels. These included musicians that were directly linked to and Club was instrumental to the visits of important black pre-jazz ensembles in the early twentieth century and the strength and popularity of the stereotypical Negro certainly contributed to the continued use of the banjo as the main instrument for the performance of American syncopated music in Britain into the 1920s.
The banjo
The banjo was present in all the forms of African-American music that were heard in Britain before jazz. By the twentieth century it had developed particularly strong symbolism as the instrument of the stereotypical plantation Negro through songs and minstrel shows, genres that were well represented in Britain. Indeed, the banjo is virtually the only instrument mentioned in nineteenth century songs that describe black music-making. In the late nineteenth century, banjo music became the first American musical craze to hit Britain, permeating all layers of society, including royalty. The banjo had considerable appeal for Britons as an 'other' instrument with no place within the history of 'official' Western music and as representative of the familiar romantic and sentimental image of the plantations of the 'Old South' (Linn 1991, p. 55). At this time,
there were attempts by several prominent publishers and manufacturers to elevate the banjo away from its plantation origins by making highly decorated instruments and expanding the repertoire with novelty pieces and arrangements of classical melodies (such as the William Tell Overture and Dvorak's Humoresque), but the instrument never really lost its associations with the black musicians of the South for those that were distanced from the reality of this environment (Linn 1991, p. 36).
It was probably the strength of the racial symbolism of the banjo that resulted in a gradual decline in numbers of black solo banjoists in America from the second half of the nineteenth century. Significantly though, the banjo had developed a clear musical identity that could be evoked without using the instrument itself, for example contemporary songs frequently used features such as arpeggiated patterns and spread chords in the piano accompaniment. It was the transferring of banjo music to the piano that was to evolve into the ragtime piano style in America. Piano ragtime did not make such an impact in Britain as in America, and there is very little evidence that any of the 'big names' in ragtime piano visited Britain until the 1920s (Rye 1990a, p. 45), which is especially significant in the context of most of the top American banjoists visiting this country in the interim. Therefore, the banjo, rather than the piano, remained prominent as the main instrument for the performance of syncopated music in Britain.
The Hippodrome revues Imported revue shows were responsible for introducing the latest trends from across the Atlantic to Britain, including ragtime and later, jazz, both in terms of presentation of the actual music and also the attendant symbolism and metaphor. It is significant that it was not primarily the musical material of the revues that defined either ragtime or jazz as musical styles, as most revue songs, including those that referred specifically to these genres, used a standardised musical idiom related to the music hall song. Rather, it was the associated verbal and visual imagery, presented in the song lyrics and dances of the revues, which provided the earliest clear descriptions of these genres for the British public. The popularity of these shows led to the importing of American sheet music and the publication of similar songs in Britain. As this sheet music could easily be disseminated outside London, it was clearly very important in establishing the image of ragtime and jazz throughout the country. 
Reception
The fact that none of the reviewers of the ODJB at the Hippodrome or the Palladium were able to critically evaluate the music itself is surely significant. There is little overt opposition to the band in reviews, but nor is the group particularly acclaimed. Critics generally sat on the fence and avoided commenting specifically on the music itself, 13 preferring instead to focus on familiar aspects of the performance, such as the singing and dancing. Even in the purely instrumental numbers, attention was still focussed on visual aspects: 'The band itself gave 'The Barnyard Blues Jazz' and the 'Tiger Rag', in the latter a saucepan and bowler hat serving as accessories to the various instruments.' (The Era, 23 April 1919, p. 14). Indeed, there was considerable confusion amongst critics and audiences of these early performances about the music that they were hearing. Lew Davis, who was a member of Lew Stone's band in the thirties and recalled hearing the ODJB at the Palladium, stated that 'if the truth must be told [the band] was a complete flop at the Palladium. Nobody understood it. I didn't either, but I was thoroughly interested…' (1934, p. 8).
However, the music of the ODJB was generally regarded as being different in style from most extant dance music in London. In particular, the band's rhythmic drive and tempi were different to anything that dancers would have experienced before, and this seems to have thrown the conventionalists of the dancing world into panic. The ODJB's fast one-steps were probably responsible for introducing a freer style of dancing in Britain. Therefore, it was at dance clubs that their actual musical performance was appreciated, through the response of those dancing, and in this context it is hardly surprising that the music of the band became synonymous with jazz in Britain for many years to come.
Musical style
It was the timbre and volume of sound produced by the ODJB that struck audiences most forcefully. Lew Davis described the impact that this sound made upon him:
14 They started playing when the curtain was still down, and, from the first note, I felt strangely stirred and exhilarated. To my uneducated ears, the music sounded like nothing on earth, but it certainly was exciting to listen to… (1934, p. 8)
As we have already seen, the banjo was fundamental to the evolution of syncopated music in Britain, and remained an important part of most British bands into the 1920s. 
Race
The omission of the banjo, an instrument that was strongly symbolic of black musicmaking, from the group implied a rejection of the origins of jazz in black music, which they also stated more blatantly: 
and thus only a white group could have been similarly precipitated into the international spotlight. In Britain, as we have seen, black performers were inevitably compared or linked, consciously or subconsciously, to the minstrel stereotype that had been embedded in the public perception; but these white men could perform without any 'cultural baggage' other than their American nationality. This meant that the focus was more on the content of their act rather than on the people performing it, and whereas such strange music played by black performers could be put down to their perceived eccentricities, this was less easy for British audiences to reconcile when the performers were white. This in turn meant that the music that the ODJB performed was easily comparable to the performances of similar music by familiar, native white musicians and as we have seen, there were enough similarities between the ODJB and the few existent British 'jazz' bands that the ODJB was more easily able to influence the performance of these white bands.
Image and authenticity
Crucially, the members of the band, and particularly the leader Nick LaRocca, were conscious of the image that they presented not only when they were performing Laine's various parade bands. There is evidence that the repertoire and style of the ODJB had been influenced by march music, particularly in the structure of numbers and in the decorative clarinet obbligato parts. Ironically, one of the biggest criticisms levelled against the ODJB is that they claimed to have written tunes themselves that were in fact part of the standard New Orleans repertory, but this provides further evidence in support of the claim that they were authentic. Laine claimed that the origin of many ODJB numbers was in the repertoire of his Reliance Band, indicating that these pieces must have been well-known standards in New Orleans (Laine interview 26 March 1957, HJA; transcript p.18-19). Therefore, it can be seen that British audiences were experiencing in the performances of the ODJB music that was not only new to them and perceived to be 'the real thing' but was also, basically, actually authentic.
The role of recordings
In addition to their much-publicised image, the fact that the ODJB were the first jazz band to record, and that so many of their recordings were made in London, certainly assisted in establishing the band as representative of jazz as their records sold many thousands of copies. Although it was with the up-tempo, brash and to an extent formulaic performances on numbers such as Tiger Rag and Sensation Rag that the band was and continues to be mainly associated, 6 careful analysis of the whole group of recordings shows that the band did not produce a noisy cacophony all of the time, Secondly, a 'set and rehearsed' approach would have been necessary when the band were part of variety shows or making recordings. In variety, the band was merely one act on a bill and presumably was given a set length of time in which to perform. As their act often, apparently, involved dance routines that may have been choreographed, these would have also required a precise musical structure and length. When the band came to the recording studio, they would have had to work out a rigid structure for each number, firstly, and most basically, in order to ensure that the music would fit onto the limited time span permitted on the disc. Sudhalter suggests that this limitation also It is important to note that the reviews are generally complimentary and largely free from overt racism or racial stereotyping, and instead seem to indicate that there was a genuine interest in the music and its performers. In addition, reviews indicate awareness that what was being heard was in some way a genuine cultural experience as opposed to the mere 'imitations' that had been presented previously. A review in the Referee concluded: 'We have had so much imitation coloured music that it is refreshing to hear the real thing rendered in the true manner, and the opportunity of doing so
should not be missed' (6 July 1919, p. 4). Earlier black music genres were now beginning to be recognised as the fundamental roots of contemporary ragtime and jazz, and were perceived as more significant and permanent than the present day syncopated styles that they had spawned: This situation was to result in numerous lawsuits between the two men and ultimately led to the disintegration of the orchestra. Lattimore influenced the venues in which the group performed, as after Cook's departure the orchestra moved from the serious surroundings of the Philharmonic Hall to the more light-hearted atmosphere of the Coliseum, a variety hall. The SSO was not a success as a variety act, as their performance was judged to be too long and serious. The group also began to play for dancing, notably for the Armistice Ball in the Albert Hall, where they were warmly received, but their dances were described as 'tantalisingly short' (Dancing Times, Christmas 1919, p. 213), illuminating their inexperience as a dance band.
Lattimore also made significant changes in the way that the SSO was presented and marketed to the public in Britain; in particular, he exploited the connection that critics showing loyalty to Cook and others remaining with Lattimore. Ironically, the result of the gradual breakdown of the SSO meant that both individuals and the group as a whole had more influence on the evolution of jazz in Britain than they otherwise might. The split between Cook and Lattimore meant that there were at times two groups in operation in Britain at practically the same time, and as a result groups were forced to tour more widely outside London increasing the circulation of the music and musicians.
Performances by SSO groups have been traced until as late as 1922 (Rye 1990b, p.
231), but after the disputes of 1920 the orchestra never regained its initial integrity and coherence. However, the disillusioned musicians who left the SSO sought alternative work in Britain and thus disseminated the music more widely around the country and into Europe, remaining active in Britain long after the demise of the SSO. Native British musicians, both black and white, were absorbed into the group to replace those who left, and were able to learn about jazz techniques first-hand, especially through the jam sessions which took place during orchestral strikes and periods of inactivity. Bertin
Depestre Salnave, a flautist recruited by Cook in Britain, recalled that 'It was during the orchestra's various strikes that I really began to play true jazz. Then I could vie for honours with the other coloured musicians. It was at this time also that I bought my first saxophone…' (Rye 1978, p. 215). Indeed, it is in the accounts of the more 'unofficial' and informal activities of the musicians of the SSO, such as dance band work, rehearsals and jamming, that compelling evidence emerges which establishes the direct importance of this ensemble to the evolution of jazz in Britain.
Associated dance bands
As we have seen, the SSO was largely unsuitable for playing for dancing and opportunities for extended extemporisation were limited within the large ensemble.
However, certain musicians who were clearly more proficient improvisers than others formed small groups and eventually ceased playing with the main orchestra (Rye 1990b, p. 144). Several small groups were drawn from the SSO to play for dancing in useful marketing tool for promoters such as George Lattimore but was also a straitjacket to which black performers were often forced to yield for their own commercial survival in Britain. However, the feature of the SSO's performances that was most appreciated by audiences was that the group, initially at least, represented an authentic cultural experience, unlike previous imitations. The SSO's performances led to some recognition of the fundamental roots of modern syncopated styles in black music. However, the word 'jazz' was not used by the main SSO until later in their time in Britain, by which time the idea of jazz that had been disseminated by the ODJB had been widely adopted. This meant that reviewers had trouble in defining anything that the SSO played as jazz, as the music was said to be too melodious and not noisy enough.
The difference between the reception and relative success of the two groups in Britain can be put down as much to the way in which they were presented as to the nature of the music that they performed. Cook's group was called an 'orchestra', appeared in black tie, included works by established classical composers, initially appeared at the Philharmonic Hall and were well received by audiences who were interested in music and culture. The attempts to adapt SSO's show for variety theatre were largely unsuccessful, as in doing so the presentation of black music, which had been the backbone of the show and had attracted discerning audiences, became less important and the whole orchestra was simply not suitable for providing dance accompaniments.
The ODJB performed from the start in London's most popular variety theatres and dance venues, to audiences who were merely expecting whatever was the latest novelty or dance band, and thus quickly permeated the British entertainment world.
The fact that the ODJB were able to present jazz as dance music when new dance music was just what Londoners required in 1919 would ultimately ensured their success over an unwieldy orchestra, irrespective of race.
A more meaningful comparison can be made between Benny Peyton's Jazz Kings and the ODJB as similar sized dance groups, both of which claimed to be performing jazz.
These groups performed in similar venues, which appears to indicate a lack of racial discrimination at this time. However, the extent of the influence of the nineteenth century minstrel stereotype meant that black musicians of the SSO were always destined to perform in the shadow of minstrelsy, and the Jazz Kings were probably only as successful as it was possible for them to be as black musicians. The ultimate success of the ODJB was due to long-standing white supremacy, and the fact that the population of Britain was predominately white. Most importantly, the fact that the ODJB were white meant that they were able to make recordings that gave them an emblematic status as the 'first jazz band' for years to come.
However, the high-profile success of the ODJB in introducing jazz to Britain was clearly a transient phenomenon, and its importance has been to an extent exaggerated by writers over the years. The group was small, close-knit and impenetrable, and after they left Britain, their demise was rapid, and their reputation was disseminated in the proceeding years through their recordings, which can easily give a misleading impression of the band and of jazz. Indeed, the aftermath of their appearance spawned numerous imitators, keen to fill their shoes, but without a real understanding of the music, merely picking up on the superficial elements of their performances. Although the group was significant in shaping an initial understanding of jazz and fundamental to the development of modern dance, the extent of their impact on the long-term musical development of jazz in Britain is arguable.
The SSO and associated small groups disseminated jazz widely through Britain, performing in most main cities and in parts of Europe over a three-year period. Hence, many more people heard the SSO than ever heard the ODJB live, as the latter performed in a limited number of venues in London and were only in Britain for just over a year. The SSO established their authenticity and credibility through simply presenting the music of their own culture and this quality was recognised by those that heard them. Although the music of the SSO was viewed with interest and appreciated by audiences, it remained an experience outside white British culture and did not yet have the power to permeate and influence it, except through one vital route-the musicians themselves. The essential paradox in the history of the SSO was that collapse of the ensemble was vital in allowing the SSO to disseminate black ideas on jazz in Britain, and especially to British musicians. Several of the original American musicians found jobs elsewhere in Britain, disseminating their music more widely;
British musicians were absorbed in the band in their place, and could therefore learn about jazz first-hand; and after the eventual demise of the orchestra, many of its musicians remained in Britain, and thus helped to ensure the long-term development of jazz in this country. Significantly, it was the SSO, not the ODJB, which received serious musical criticism that began to establish black music and jazz as significant art forms in the twentieth century.
